During the sixty-year period of its existence, Grand-Guignol, the French theatre of horror, gained a status of a legendary theatre which dealt with horrors and terrors of human mind, successfully connecting faits divers (common, everyday facts) with the erotic and titillating scenes of violence on stage. The performance style, the writing, the special effects, and the directorship over the course of years, made this theatre a legendary place where blood flowed in streams and people fainted during performances, in this way making its indelible mark in horror genre today. In this paper, the author is trying to focus the attention on the theatre of Grand-Guignol as a form of violent entertainment and the way the representations of violence and horror enacted on its stage affected the audience, through Goldstein's theory of the importance of visual imagery in different media today. Furthermore, through comparison of violent acts presented on the stage of the GrandGuignol and the atmosphere they create in the viewer's mind with some of the aspects of Artaud's vision of his theatre of cruelty, the author attempts to show how this form of violent entertainment in the theatrical media influences the vision of that same violence within the audience, with the sense of security as the main idea in which the viewers feel safe to enjoy, envision and in a way become the participants in the performances enacted on the small stage of the Grand-Guignol. 
Much like most melodramatic theatres, Grand-Guignol, the French theatre of horror, captured the attention of the audience with its genuine performances of intelligently written plays and various acting styles. Differing from its counterparts in explicit representations of violence on stage, this theatre, one of the first of the kind, has set in a small, confined space, a new thematic dimension. In dealing with the exploration of human monstrosity and violence, this otherness encourages viewer engagement through violent and bloody imagery presented on stage. This dimension offers the audience a unique chance to unintentionally and uncontrollably shift from the role of a viewer to the role of a witness and a doer of violent acts represented on stage of the Grand-Guignol. The sublime note of this relationship between the audience and the actors on stage forms the obscure and claustrophobic atmosphere to the limit where the viewers safely distance themselves from the blood and gore witnessed on stage. This entangling process can be described as a point from which the creation of the sense of security starts to develop, from the beginning to the end of the play, as it is crucial for the audience during their emotional and at times physical involvement and exposure to this kind of violent entertainment. During the sixty year period of its existence, GrandGuignol gained the status of a legendary theatre which dealt with horrors and terrors of the human mind, successfully connecting faits divers (common, everyday facts) with the erotic and titillating scenes of violence on stage. A very small theatre, situated in the dark alley of Pigalle in the most notorious part of Paris, came to life in a former chapel, which gave it a certain claustrophobic atmosphere, and made the audience a part of the crimes skillfully enacted on a small stage.
Whether as the victim or killer, the actors' gaze during the performances pulled the audience into this dark world of the human psyche, inviting them to discover the monster hidden deep inside their hearts and minds. Thereby creating a new form of violent entertainment in theatre, which takes us back to its beginnings rooted in the depictions of violence from Roman times onward. "The willing suspension of disbelief, the leap into imaginary worlds, whether through literature, film, television, play, or sport, appeals on many levels. This potential inheres in all entertainment, of course, but it helps explain the tolerance for, if not the attraction of, violent imagery" (Goldstein 275 ). To be able to experience any kind of pleasure from exposure to violence, horror and terror, the audience needs to have a sense of security and safety in the surroundings they experience these violent images presented to them. After all, the greatest characteristic of violent imagery in every media is its emotional strike on the human psyche. Furthermore, there must be an exchange of cues which show that the violent images are "produced for purposes of entertainment and consumption" (Goldstein 278) . In that way, the appeal for violent entertainment can express its potential, while at the same time implying the unreality of horrors and violent acts that people, in this case, see on stage.
Of course, the image makers, whether we are talking about film or theatre, have the most difficult task to put violence in perspective, to emphasize "the unacceptability of random, arbitrary, anarchistic, and plain sadistic violence, and to portray violence that ultimately serves justice and the good of humanity" (Goldstein 281) . The audience can and does influence the limits of acceptable displays of violence on stage by being involved in the performance through the invisible relationship created by the actors enacting gruesome scenes in front of their very eyes. The audience willingly becomes a part of the violence performed, drawing a parallel with reality and the very possibility of real horror. "And theatre not confined to any fixed language or form, destroys false shadows because of this, and prepares the way for another shadowed birth, uniting the true spectacle of life around it" (Artaud 7). Therefore, to show the theatre of Grand-Guignol as a form of violent entertainment with the use of real life facts represented on stage, one needs to give an overview of the performance and production style which the theatre of horror is known for, the interactive relationship of the actors performing on stage and their audience. It is also crucial to De Lorde used these emotions that lead to the moment of horror in order to describe the ultimate emotion of fear.
No passion so effectually robs the mind of all its powers of acting and reasoning as fear . For fear being an apprehension of pain or death, it operates in a manner that resembles actual pain.
Whatever therefore is terrible, with regard to sight, is sublime too, whether this cause of terror be endued with greatness of dimensions or not… (Burke, Section II)
He called attention to the creation of a new ground for violent entertainment in the theatre of horror as he accentuated how the potential of fear manifests itself in the audience's reaction to the explicit scenes of violence and pain.
The Grand-Guignol theatre opened its doors in 1897, and changed the course of artistic expression on stage. Oscar Méténier, a former chien de commissaire [1] foundations for the Grand-Guignol theatre in the way of melodramatic performances, which consisted of les douches eccossaises , hot and cold showers of comedy and horror exchanged during the plays to make the audience jump off their seats. "The rapid alternation between registers-between something like "real" horror on the one hand and a camp, self-parodying horror on the other -is by now one of the most conspicuous characteristics of the tradition." [2] (qtd. in
Goldstein 277) Indeed, the beginning of the film industry was one of the possible reasons for the fall of Grand-Guignol, which pushed this theatre of horror into the abyss of oblivion. The alternation between registers was usually followed by the criticism of the bourgeois society, which
Méténier, as a police officer who accompanied prisoners on a death row, offered in a form of comédies rosses . These short dramatic pieces consisted of faits divers , in-your-face facts from the Parisian political situation and social life of the time. He incorporated a mixture of comedy and horror in the performances, in order to embellish all emotion that the audience might feel, offering them a sense of security, in spite of the violence they witness on stage. In one of his first performed plays, En famille (1887) , Méténier gave his critical view on the theme of an affluent family sitting in their secure home and discussing the future of their youngest daughter over dinner. At a later moment, the daughter comes into the room and declares that she wants to contribute financially to the household by becoming a prostitute, like her older sister. The decision was greeted by the rest of the family members with enthusiasm and approval. This kind of addressing often produced a state of shock in the audience, in a way that it directly criticized the viewers and indicated the deviancy of human nature as well as the society and its members. His experiences as a man of law that were embedded in his plays gave way to a new and different style of naturalism.
"Naturalism…is equally the return to nature and to man, direct observation, exact anatomy, the acceptance and depicting of what is. Thus, no more abstract characters…no more lying inventions, no more of the absolute; but real characters, the true history of each one, and the story of daily life" Grand-Guignol drama is a form of realism, which has an effect on the performance style of the actors and the execution of special effects in the moment of violence:
[ Perhaps when the violence is almost real, so too are the emotions it elicits" (qtd. in Goldstein 280).
The violent images and the emotions that result from them, as two sides of the same coin, differ from the original subjects and therefore the intensity of anguish is reduced and there is no danger of spoiling our delight.
This also implies the importance of pace during the plays, or the manipulation of time. Hand and Wilson argue the moment of violence to be the moment of horror. The moment of violence only indicates the psychological aspect of performances, while the moment of horror suggests both the psychological and physical aspect of representations present in the Grand-Guignol plays. Through the course of these plays, there exists a subtle tendency to rush through the violence and hence toward the end of the plays themselves, the process which deprives the viewer of the violence played out in its full form.
When this happens, the climax is perceived in performance as a brief anti-climax, despite the company's intentions. Only time to rest in the violence-to fully explore it, not only as it relates to the character, to the text, and even to the audience, but equally as it relates to the actor personally in the physical, emotional and psychological way-will allow the moment its real boldness, its real immediacy and its real terror. (Hand, Wilson 38)
Therefore, the actors have to be aware of the moment of horror during their performances in order to fully enact the moment of violence without the difficulties they may encounter through this manipulation of time, which again brings forth their acting skills and the building of the climax on stage.
For instance, this manipulation of time can be found in the play Au Telephone (On the Telephone), Henri's revenge, when he pours the acid on Jeanne's face, becomes the moment of violence and through his mimicry we can see that he is becoming a witness of his own crime. Prior to Henri's act of pouring vitriol acid on Jeanne's face, the moment when he opens a bottle of acid, he makes eye contact with the audience, and thereby entangles them into the act of violence. They become the witnesses as well as potential doers of the crime; at the same time discovering the inner potential monster performing an act of revenge on his/her loved one. In most scenes, the horror of the act is firmly represented in a build-up to the climax, rather than the delivery of the moment of horror itself, and as much as all this enhances and brings forth the importance of pace, it also brings forth the writing in the spotlight.
As stated previously, the Grand-Guignol holds the secret to success in writing in the character of which also deals with the incompetence of the medical staff in a mad house and the sufferings and tortures performed on patients because of this kind of behavior. Again the mad ones become the victims of the system, a monster that consumes everything and everyone in the pit of darkness.
Here one can see the fragility of the genre, the boundary between the man as a monster and the system to which the man is subordinate, that can be easily crossed. The popularity of this kind of entertainment rises with social and political circumstances through centuries, in times of war and chaos, which gives the audience a kind of reassurance that good will prevail over evil, and that the horrors enacted on stage or in film are just representations of their own fears which the times that they live in can, and will, possibly bring in the future. It is, indeed, like Artaud states, the idea of a perpetual conflict within us that manifests through theatrical representations, which are like dreams, bloody and inhuman, and yet so similar to that which we call la bete humaine (a human beast), or the monster within us all. The representation of the monster that exists in the Grand-Guignol theatre is also present in contemporary film and media.
The influence of the theatre of horror is greatly visible in such contemporary works, where a set of gruesome scenes in the Grand-Guignol fashion clearly depicts the influence of the performance style and the contemporary use of special effects, while, on the other hand, it gives a visual approach of the atmosphere of obscurity and fear. [3] That is the sublime which revolves around the whole experience, whether we are talking about the theatre performance or film production. The protagonist shifts from the stereotypical monster such as the vampire, the man, the ghost to an atypical higher force that runs people's lives. Death [4] , in its supernatural, immaterial form, which was never a great part of the Grand-Guignol theatre, still brings forth its tradition into contemporary time and space, with more blood and gore than ever, and more demanding styles of performance transferred on the big screen. "The contemporary Horror film knows that you've seen it before; it knows that you know what is about to happen…And none of this means a thing, as the cheapest trick in the book will still tense your muscles, quicken your heart and jangle your nerves…" (qtd. in Hand, Wilson 70) . This universal appeal of the Grand-Guignol, as Hand and Wilson state, primarily came from the content represented to the audience, and to them "…the Grand-Guignol offered a chance to be scared in complete safety. Audiences enjoy being frightened, as the movie box office has continued to prove. People went to Grand-Guignol to be scared, to be able to hug their girl friend or boy friend, to laugh, to release their own sadism and/or masochism. It was a good night out. People have enjoyed, and always will enjoy, being stimulated and shocked" (qtd. In
Hand, Wilson 68). Visual Pleasure and Narrative Cinema (1975) , the cinema, which is today closely associated with the theatre of horror, is the place of the look and this place defines it, "the possibility of varying it and exposing it" (Mulvey 3) , to be more exact, and "this is what makes cinema quite different in its voyeuristic potential from, say…theatre…" (Mulvey 3) . The theatre of Grand-Guignol is the place of emotional shock induced by fear, and a place of the performer's gaze which leads the viewer through the vertigo of laughter, screaming and excitement. It controls the audience with this exchange of emotions during the plays. Therefore, it
Like Mulvey suggests in her essay

